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		 2	rich	profusion	of	techniques	Ravel	brought	to	Jeux	d’eau	and	the	subsequent	piano	works	pose	the	question:	what	were	the	core	components	of	his	pianism	that	led	to	such	innovation?			 This	dissertation	addresses	this	by	conducting	the	first	comprehensive	study	into	Ravel’s	formative	pianistic	training	during	the	period	1882-1897.	Primary	research	questions	include	the	following:	How	did	Ravel’s	early	musical	education	lead	him	to	compose	piano	works	of	such	diversity	and	startling	originality?	What	role	did	his	physical	connection	with	the	piano	play	in	the	creative	process?	Most	of	the	existing	scholarly	literature	on	Ravel	gives	only	a	brief	mention	to	this	period	amounting	to	a	list	of	his	teachers,	the	works	he	performed	and	some	critical	commentary	on	his	performances	in	end-of-term	examinations	at	the	Paris	Conservatoire.2		 In	order	to	get	to	the	foundations	of	Ravel’s	pianism	this	study	explores	the	pedagogical	practices	of	Ravel’s	piano	teachers	by	scrutinizing	their	published	teaching	materials,	and	analysing	the	solo	and	concertante	piano	works	Ravel	is	known	to	have	played	in	public	during	these	early	years,	beginning	with	Ignaz	Moscheles’	Piano	Concerto	No.	3	(1820)	with	which	he	gave	his	debut	performance	in	June	1888	at	the	age	of	thirteen.	By	comparing	the	findings	with	Ravel’s	solo	piano	works	the	study	has	uncovered	crucial	new	evidence	pointing	to	major	influences	on	Ravel’s	compositional	style	for	the	piano	that	include	the	Stile	brillante,	the	piano	works	of	Robert	Schumann,	and	the	piano	concertos	of	Edvard	Grieg	and	Camille	Saint-Saëns.	 	
																																																								2	Arbie	Orenstein,	Ravel	Man	and	Musician	(New	York:	Columbia	University	Press,	1975	revised	1991),	pp.	11-17.	Roger	Nichols,	Ravel		(2011),	pp.	9-14.	
		 3		 Ravel’s	connectivity	with	the	keyboard	is	seen	as	having	a	key	role	in	the	materialisation	of	thematic,	textural,	and	expressive	components	within	his	piano	works.	His	habitual	practice	of	working	out	his	compositional	material	at	the	piano	before	committing	it	to	manuscript	implies	that	the	majority	of	Ravel’s	compositional	output	was	born	of	this	intimate	tactile	contact	with	the	keyboard.		This	thesis	argues	that	the	impact	of	this	physical	experience	and	the	overriding	responsibility	Ravel	assigned	to	his	highly	developed	thumbs	play	a	significant	role	in	shaping	the	core	building-blocks	within	the	piano	works.	Practical	demonstrations	to	support	this	hypothesis	are	provided	in	a	lecture-recital	that	works	in	conjunction	with	the	recital	component	of	this	submission.			 Ravel’s	role	in	creating	a	performance	tradition	for	his	own	piano	works	is	central	to	understanding	his	views	on	interpretation.	His	performances	on	the	concert	platform	and	in	the	recording	studio,	coupled	with	his	activities	as	coach	to	a	number	of	significant	French	pianists	and	as	a	commentator	on	his	works,	provide	an	extensive	and	wide-ranging	corpus	of	primary	source	material.	Ravel	scholars,	including	Roy	Howat	and	Ronald	Woodley,	have	explored	several	aspects	of	performance	practice	in	the	early	recordings	of	Ravel’s	piano	works,	albeit	within	the	context	of	broader	subject	matter.3	The	present	research	represents	a	more	selective	and	concentrated	investigation	into	Ravel’s	pivotal	role	in	defining	a	performance	style	for	his	solo	piano	works.	Ravel’s	consistency	of	approach	to	interpretive	practices	as	performer	and	teacher	is	put	to	the	test	by	analysing	a	selection	of	his	roll	recordings	from	1913,	1922	and	1928	and	comparing	them	with	recordings	made	by	the	select	group	of	pianists	whom	he	advised,	henceforth																																																									3	Roy	Howat,	The	Art	of	French	Piano	Music	(New	Haven	and	London:	Yale	University	Press,	2009).	Ronald	Woodley,	‘Performing	Ravel:	Style	and	Practice	in	the	Early	Recordings’,	in	Deborah	Mawer	(ed.),	The	Cambridge	Companion	to	Ravel	(Cambridge:	Cambridge	University	Press	2000),	pp.	214-237.	










Jeux	d’eau	(1901)	 	 	 	 5	
Miroirs	(1904-5)	 	 	 	 15		 1.‘Noctuelles’,		 	 	 		 2.‘Oiseaux	tristes’				 4.‘Alborada	del	gracioso’			
	
Gaspard	de	la	nuit	(1908)	 	 	 23		 ‘Ondine’		 ‘Le	Gibet’		 ‘Scarbo’		
Le	Tombeau	de	Couperin	(1914-1917)	 12		 ‘Prélude’		 ‘Fugue’		 ‘Toccata’	 	
	
Literature	Review		 The	existing	Ravel	literature,	published	during	the	composer’s	lifetime	and	since	his	death	is	extensive.	Consequently	the	objectives	of	this	review	are	to	assess	














		 15	Moscheles,	Henri	Herz,	Frédéric	Chopin	and	Felix	Mendelssohn	that	featured	prominently	in	Ravel’s	early	studies	are	not	mentioned	by	Howat.	Their	significant	impact	on	Ravel’s	pianism	is	highlighted	in	Chapter	1	of	this	dissertation.			 Regarding	matters	of	performance	practice	Howat	argues	that	for	Debussy,	Fauré,	Chabrier	and	Ravel	one	should	‘read	the	music’s	notation	and	structure	as	the	composers	did	and	we’re	more	likely	to	hear	it	as	they	intended’.	He	goes	on	to	add:	The	composers	did	all	they	could	to	make	themselves	clear	on	the	page	and,	as	much	as	any	music,	this	repertoire	demands	straightforward	and	unaffected	performance,	letting	its	emotional	frankness	and	expressive	logic	speak	for	themselves.26		Howat’s	statement	has	an	air	of	literalness	that	is	somewhat	disconcerting	in	its	implication	that	by	reading	the	score	an	informed	interpretation	will	emerge.	The	current	study	challenges	this	assertion	by	comparing	the	published	performing	editions	of	the	solo	piano	works	with	Ravel’s	piano	roll	recordings	to	identify	the	ways	in	which	Ravel	modifies	his	interpretations	in	performance.	Ravel’s	roll	recordings	are	in	effect	complete	unedited	takes;	thus	his	performances	carry	elements	of	spontaneity	and	unpredictability	that	form	an	integral	part	of	live	performance.	Further	comparisons	with	recorded	performances	made	by	Ravel’s	disciples	lend	weight	to	the	argument	that	Ravel’s	written	notation	is	not	the	end	of	the	matter	and	that	by	combining	analysis	of	the	score	together	with	these	historic	recordings	it	is	possible	to	gain	further	clarity	on	Ravel’s	thoughts	regarding	performance	practices	in	his	solo	piano	works.	That	Ravel’s	performances	together	with	those	of	his	disciples	lean	toward	being	eloquent	and	emotional	as	opposed	to	frank	and	logical	will	be	argued	within	this	dissertation.			 Howat	does	discuss	Ravel’s	roll	recordings	in	an	appendix	and	explores	aspects	of	pianistic	performance	practice	such	as	pedalling,	finger	techniques,	and																																																									26	Ibid.,	Introduction,	p.	xiv.	













































































































































































































Capriccio	in	B	minor		 16	 Very	good	musical	organization.	He	also	seems	to	be	a	good	worker,	which	only	the	future	will	indicate.		Grieg:		Piano	Concerto64	 January	189365	 	Saint	Saëns:		Piano	Concerto	(number	not	specified)		
	 	
Chopin:		Ballade	No.	4	Op.	52	 18	(June	1893)	 A	good	pupil,	plays	with	feeling	and	warmth	but	not	always	with	full	control.	Schumann:		










































































































































































































Sonatine	(1903-5)	Ravel’s	next	piano	work,	Sonatine,	composed	over	a	three-year	period,	inhabits	a	very	different	sound	world	from	that	of	Jeux	d’eau.	With	its	roots	in	the	three-	movement	classical	sonatina	the	scope	of	the	writing	is	more	concise	and	consequently	the	application	of	the	thumbs	is	less	physically	demonstrative.	Nevertheless	thumb	articulation	plays	a	key	role	with	regard	to	the	delineation	and	nuancing	of	thematic	material	in	all	three	movements.			 At	the	beginning	of	the	first	movement,	‘Modéré’,	the	first	subject	is	presented	in	octaves	by	the	outer	fingers	of	both	hands	with	an	inner	accompaniment,	a	tremolo	figuration	played	principally	by	alternating	thumbs,	giving	clarity	and	acuity	to	the	texture	(Example	1.2b).17	This	configuration	recalls	similar	techniques	used	by	Mendelssohn	in	his	Piano	Concerto	in	D	minor	Op.40	and	Schumann	in	the	outer	movements	of	the	Sonata	in	G	minor	Op.	22,	works	that	Ravel	knew	intimately	having	studied	and	performed	them	in	his	student	days	(discussed	in	Chapter	1).	Ravel’s	deployment	of	the	first	subject	material	as	melody	and	bass	in	the	opening	bars	implies	equal	weighting	to	both	voices	but	at	its	subsequent	appearances	during	the	development	section	and	at	the	start	of	the	recapitulation	he	makes	subtle	adjustments	that	focus	the	attention	onto	the	lower	voice,	using	the	left-hand	thumb	to	articulate	the	entries.	In	both	cases	Ravel	adjusts	the	shape	of	the	first	subject	by	inserting	an	expressive	appoggiatura	before	the	first	note.	In	the	development	Ravel	precedes	this	appoggiatura	with	a	grace	note	flourish	that																																																									17	 The	 technique	 of	 doubling	 up	 thematic	 material	 as	 melody	 and	 bass	 simultaneously	 was	 used	extensively	by	Giaccamo	Puccini	(1858-1924)	in	his	operas.	Since	La	bohème	(1895-6)	had	reached	its	hundredth	perfomance	at	the	Opéra-comique	in	March	1903	and	as	Arbie	Orenstein	mentions	‘Ravel	and	 Les	 Apâches	 actively	 participated	 in	 the	 Parisian	 musical	 scene	 at	 this	 time’	 (Ravel:	 Man	 and	



































































		 		 The	electrifying	impact	of		‘Alborada	del	gracioso’	which	follows	‘Une	barque	sur	l’océan’	can	be	clearly	felt	in	these	statements	by	two	of	Ravel’s	closest	musical	collaborators,	the	violinist	Hélène	Jourdan-Morhange	and	pianist	Vlado	Perlemuter:			 In	Miroirs	after	‘Noctuelles’,	‘Oiseaux	tristes’,	and	‘Une	barque	sur	l’océan’,	‘Alborada	del		 gracioso’	arrives	like	a	meteor	with	its	lashing	accents	and	earthy	rhythms’...............		
















																																																								46	‘Le	caractère	incisif	et	bondissant	d’Alborada	exclut	toute	idée	d’une	exécution	trop	rapide,	mais	le	mouvement	quand	même	doit	être	vif	et	sans	lourdeur.	Mise	à	part	la	liberté	(oh!	très	limitée)	dans	la	mélopée	 nostalgique	 du	 milieu	 de	 la	 pièce,	 vous	 devez	 veiller	 à	 une	 discipline	 de	 fer	 a	 ne	 jamais	dépasser	 ou	 ralentir	 le	mouvement	 initial	 comme	 d’ailleurs	 je	 crois	 l’avoir	 indiqué	 sur	 la	 partition	
sans	presser	ni	ralentir’.	Ibid.,	pp.	75-76.	

































































Table	2.1:	Thumbs	as	motivic	motivators	in	‘Scarbo’	(Bars	1-121)	Bar(s)	 Motif	 Description	(Dynamic/Articulation)	 	Role	of	thumbs	1	 a	 Ascending	three-note	motif,	a	semitone	followed	by	perfect	fifth.	(pp	with	diminuendo/legato)	 Thumb	set	apart	from	other	fingers	at	outset.	32	 a’	 Figure	‘a’	adjusted	to	semitone	and	major	seventh,	doubled	at	the	octave	and	harmonized.	Dubbed	the	‘Quelle	horreur!’	by	Ravel.	(mf	-	ff		-	mf	-	ff/	legato)	
Thumb	articulates	inner	melodic	line.	















Type	 Function	of	thumbs	 Examples	(Bars)	Orchestral	 Producing	orchestral	sonorities	on	the	piano	 367	and	411	Harmonic	 Forming	dyads	that	enrich	the	harmonic	colouring		Acting	as	the	fulcrum	of	the	hand	in	widely	spaced	arpeggio	figurations	
55-57,		264-66	(left	hand)		168-213	(left	hand)	Melodic	 Combining	with	the	fifth	finger	in	octave	melodies	and	octave	displacements	within	particular	thematic	motifs	to	add	breadth	and	range	to	the	textures.	Ravel’s	ground-breaking	technique	where	thumb	dyads	are	used	in	a	melodic	context	for	the	first	time	
325-365				448-476			































































	 Bars	 Motif	 Dynamic	 Thumb	activity	 Textural	details	335-337	 e	 f		dim	to	p	 	Motif	‘e’	assigned	to	alternate	thumbs	at	centre	of	texture	with.	339-340	 e	 mf	 As	at	bars	335-7	343-344	 e	 f	 As	at	bars	335-7	
Tessitura	and	octave	doublings	adjusted	with	each	statement.	345-352	 	a		e			 surges	from	mf	to	
ff	 Intervallic	sweep	of	‘a’	reduced	to	tonal/semitonal	shifts	played	by	thumbs	surrounded	by	motif	‘e’	with	octave	displacements.	
Combination	of	romantic	surge	of	‘a’	with	neoclassical	tautness	of	‘e’.		353-356	 a		 p	to	mf	 	‘a’	in	reduced	intervallic	form	assumes	the	character	of	‘b’	-	detached	offbeat	4-note	semiquavers	patterns.		356-358	 a	 mf	to	f	 Octave	doublings	added	on	certain	notes.	‘a’	now	an	octave	higher.	
Both	hands	inhabit	the	same		area	of	the	keyboard	
























Bars	 Dynamic	 Texture	 Thumb	activity	523-24	528-29	 ppp-mf	 Chromatic	surge	across	two	bars	534-35	539-40	 pp-mf	 Chromatic	surge,	perfect	fourth	higher	than	previously	
Thumb	absorbed	into	default	fingering	patterns		543	 Level	set		at	mf	 Left-hand	arpeggios	expanded	to	span	two	broken	octaves	 Thumb	and	fifth	finger	acting	as	anchors.	544	 p	cresc	 Chromatic	surge	harmonically	enriched	-	chords	in	right	hand	and	octave	in	left	hand	(tenor	register)	
Alternate	thumbs	articulate	chromatic	version	of	‘a’	547-48	 As	at		543-	44	 Chromatic	surge	in	treble	register	to	effect	a	more	strident	dynamic	swell.	 As	at	543-44	554-55	 Chromatic	surge	over	two	bars,	covering	four	octaves.	Alternate	chordal	octaves.	 Thumbs	directing	the	chromatic	line.	556-60	











































		His	playing	was	polished,	infinitely	whimsical,	yet	remote	and	preoccupied,	as	though	he	were	gazing	with	wonder	upon	what	he	had	done	and	puzzling	vaguely	whether	he	could	ever	do	it	again.1		 	 	 	 	 	 Chotzinoff		He	made	lots	of	mistakes	-	that	was	because	he	didn’t	practise	enough.	But	he	gave	a	very	good	idea	of	what	he	meant.2	 	 	 	 	 Halffter		Ravel’s	early	pianistic	training	had	equipped	him	with	extensive	knowledge	of	the	piano’s	capabilities.	Additionally,	the	solo	piano	repertoire	he	studied	and	performed	between	1889	and	1895	demanded	a	significant	degree	of	technical	and	interpretive	accomplishment,	qualities	that	Ravel	had	demonstrated	incontestably	in	the	internal	examinations	and	competitions	at	the	Paris	Conservatoire.	We	are	fortunate	that	recordings	of	Ravel	playing	his	own	solo	piano	works	have	survived	from	the	early	twentieth	century	in	the	form	of	five	piano	rolls	recorded	from	1913	to	1928	and	subsequently	realized	in	LP	and	CD	format	during	the	late	twentieth-	and	early	twenty-first	centuries	(see	Table	3.1).		
Table	3.1:	Solo	piano	works	recorded	on	piano	roll	by	Ravel	(1913-1928)	
Company/Roll	no.	 Work	 Date	of	recording	Welte-Mignon	2887	 Sonatine:	first/second	movements	 1913	Welte-Mignon	2888	 Valses	nobles	et	sentimentales	 1913	Aeolian/Duo-Art	082	 ‘Oiseaux	tristes’		 1922	Aeolian/Duo-Art	084	 Pavane	pour	une	Infante	défunte	 1922*	Duo-Art	72750	 ‘La	vallée	des	cloches’	 1928*	*Other	solo	piano	works	performed	by	Ravel	in	the	1922	and	1928	recording	sessions	that	were	subsequently	attributed	to	other	pianists	or	not	released	will	be	referenced	within	the	relevant	subsections	of	this	chapter.		 	
																																																								1	Samuel	Chotzinoff,	‘Music’,	New	York	World,	February	27	1928.	Reproduced	in	Roger	Nichols,	Ravel	(New	Haven	and	London:	Yale	University	Press,	2011)	p.	292.	2	Ernesto	Halffter,	interview	for	‘France	Culture’.	Reproduced	in	Roger	Nichols	(ed.),	Ravel	
Remembered,	(London:	Faber	&	Faber,	1987)	p.	92.	












Date	 Work	 Performer/Venue	April	18	1898	 Menuet	Antique	 Ricardo	Viñes/Société	Nationale	de	Musique	(SNM)/	Salle	Érard	May	5	1902	 Pavane	pour	une	Infante	défunte		and	Jeux	d’eau	 Viñes/(SNM)	January	6	1906	 Miroirs	 Viñes/Salle	Érard	February	10	1906	 Sonatine	 Paule	de	Lestang/Lyon	January	9	1909	 Gaspard	de	la	nuit	 Viñes/Salle	Érard	March	11	1911		 Menuet	sur	le	nom	de	Haydn	 Ennemond	Trillat/SNM	May	9	1911	 Valses	nobles	et	sentimentales	 Louis	Aubert/SNM	December	10	1913	 A	la	manière	de	Borodine	and		A	la	manière	d’	Emmanuel	
Chabrier			 Alfredo	Casella/Société	musicale	indépendante	(SMI)			 It	is	rather	surprising	then	to	find	Ravel	accepting	an	invitation	from	the	German	firm	Welte	to	make	the	first	of	several	player	piano	roll	recordings	in	the	autumn	of	1913.	What	prompted	Ravel	to	undertake	these	recordings	at	this	time?	It	wasn’t	as	though	he	did	not	have	his	hands	full	with	a	diverse	array	of	composing																																																																																																																																																																							9	‘C’est	d’ailleurs	une	constant	chez	Ravel	que	cette	détermination	de	faire	peau	neuve	après	chaque	partition	réussie’.	Yvonne	Lefébure,	Sleeve	notes,	Maurice	Ravel,	Le	Tombeau	de	Couperin	and	other	
works,	CD	Solstice	FYCD	018	(1975).	10	A	reference	to	Zaspiak-bat,	Ravel’s	earliest	drafts	for	a	piano	concerto	based	on	Basque	themes.	He	worked	on	it	over	an	extended	period	but	eventually	abandoned	it,	incorporating	elements	into	the	Piano	Trio	(1914)	and	the	Concerto	in	G	(1929-31).	11	Orenstein	(ed.),	A	Ravel	Reader,	p.	81.	



























		 158	Hall,	whose	considerable	experience	in	restoring	reproducing	pianos	extends	from	treating	the	hammers	and	setting	up	the	action	to	rebuilding	the	mechanisms	to	play	the	rolls,	the	reproducing	pianos	are	capable	of	replicating	the	rubato,	dynamics	and	pedalling.	Welte	was	rightly	regarded	as	the	first	true	reproducing	piano,	in	that	it	automatically	replayed	the	tempo,	phrasing,	dynamics	and	pedalling	of	a	particular	performance,	and	not	just	the	notes	of	the	music,	as	was	the	case	with	other	player	pianos	of	the	time.24	As	regards	the	roll	manufacturing	process,	Hall	and	the	concert	pianolist,	Rex	Lawson	said:		 The	playing	was	recorded	on	a	roll,	more	than	likely	white	paper	pre-printed	with	100		 continuous	lines,	in	the	position	where	each	pitch	was	located.	Unlike	Duo-Art,	Welte	did		 not	perforate	music	rolls	during	the	actual	performance,	but	rather	with	ink	or	carbon		 traces	rather	than	perforations.	From	this	original	roll,	holes	were	punched	out	by	hand	to		 create	the	first	master	roll.	Then	copies	(second	masters)	were	created	and	the	actual		 production	rolls	were	one	to	one	copies	from	these.25			 One	of	the	major	problems	to	emerge	from	the	roll	copying	process	is	highlighted	in	the	following	comment	made	to	the	author	by	Hall:			 Between	the	second	master	and	production	copies	there	are	considerable	errors.	You		 cannot	record	key	strokes	from	the	keys	-	has	to	be	done	from	the	hammers	(when		 hammer		 hits	string).	These	systems	work	from	the	key	movements.	They	work	by	constantly	defining		 whether	any	note	or	pedal	is	up	or	down.	The	perforation	on	the	roll	has	to	be	roughly	the		 same	amount	in	advance	of	the	note	going	to	sound	as	the	beginning	of	the	key	stroke.			The	incorrect	placement	of	perforations	has	many	implications	for	the	various	roll	copies	of	Ravel’s	recordings	as	will	be	seen	in	the	ensuing	study	of	‘Valse	1’	and	‘Valse	7’	from	the	Valses.	 		 Ravel’s	decision	to	record	the	Valses	nobles	et	sentimentales	(henceforth	referred	to	as	the	Valses)	in	the	1913	sessions	makes	perfect	sense.	Firstly	this	was	his	most	recently	composed	large-scale	piano	work,	published	and	first	performed	in	1911	and	subsequently	orchestrated	in	1912.	The	Valses	would	also	be	fresh	in	Ravel’s	mind	and	probably	in	his	fingers	from	a	performance	he	gave	on	March	8																																																									24	The	author	in	conversation	with	Denis	Hall,	February	28	2017.	25	Ibid.	See	also	‘The	Reproducing	Piano:	Welte-Mignon’,	www.pianola.org.	
		 159	1912	(see	Table	3.2),	and	could	thus	provide	a	perfect	benchmark	for	analyzing	Ravel’s	performance	style	in	his	newly	crafted	style	of	pianistic	composition	which	he	defined	as	‘a	markedly	clearer	kind	of	writing	which	crystallizes	the	harmony	and	sharpen	the	profile	of	the	music’.26	His	particular	attachment	to	the	Valses	is	reflected	in	recollections	made	by	Vlado	Perlemuter,	Hélène	Jourdan-Morhange	and	Henriette	Faure:			I	can	only	be	moved	when	I	recall	Ravel	in	his	study,	near	the	piano,	score	in	hand,	making	me	work	at	these	Waltzes.	I	have	never	seen	so	much	intentness	in	his	look.	There	was	about	him	such	a	longing	to	be	understood,	to	let	nothing	pass,	not	only	textually,	but	in	the	interpretation	of	this	text.	Through	the	desire	for	perfection	in	the	letter,	one	automatically	made	contact	with	the	spirit.27		 	 	 	 	 	
	I	can	see	him	so	well,	sifting	through	his	score,	picking	out	the	note	or	nuance	that	might	have	led	you	astray	from	the	text	as	it	stood.	It	proves	to	what	extent	Ravel	was	attached	to	his	Valses.28	 	 	 	 	 	 	 	















Bar	 Errors	22	 Third	beat,	left	hand:	A	natural	(should	be	A	flat)	37	 First	quaver,	right	hand:	F	natural	(Should	be	F	sharp)	38	 Last	quaver,	right	hand:	C	sharp	(should	be	B	sharp)		73	 Second	quaver,	right	hand:	G	natural	(should	be	G	sharp)	
	



















	1-6	 Pedals	through	bar	lifting	on	third	beat	7-8	and	9-10	 Pedals	across	the	two-bar	units	to	sustain	the	bass	11-12	 Pedals	through	the	bar	lifting	on	the	third	beat	13-14	 Pedals	across	the	bar	15-16	 Pedals	across	the	two	bars	(Condon	remastering)	15-16	 Sustains	the	pedal	note	A	for	one	bar	and	proceeds	to	use	legato	pedalling	on	each	chord	in	bar	16	(Caswell	remastering).	17-18	 Pedals	through	rests	with	half-pedal	changes	on	each	chord	19-20	 Legato	pedalling	
	 	 	 	 			 Condon’s	recording	is	hampered	by	excessive	reverberation	(possibly	added	in	post-production),	making	it	difficult	to	gauge	the	exact	points	at	which	Ravel	depresses	or	releases	the	sustaining	pedal	and	in	this	regard	the	Caswell	and	Hall																																																									40	Perlemuter,	Ravel	according	to	Ravel,	p.	45.	
		 167	recordings	provide	a	much	clearer	picture.		It	is	evident	that	Ravel	is	concerned	with	sustaining	the	pedal	notes	wherever	possible	for	harmonic	purposes	without	losing	the	rhythmic	impetus,	for	example,	in	bars	1-4	the	pedal	note	G	lingers	underneath	the	third	beat	with	the	pedal	release	coming	half-way	through	this	beat.	This	technique	is	also	applied	at	bar	45	and	similar	instances.			 The	projection	of	melody	and	bass	lines	is	skilfully	balanced	in	Ravel’s	performance,	as	is	the	nuancing	of	harmonic	structures	and	progressions.	In	bars	49-50	the	ninth	chords	ring	through	with	excellent	tonal	balance.	Similarly	in	bars	53-60,	not	only	is	it	possible	to	hear	the	chromatically	shifting	internal	counterpoint	but	also	to	experience	Ravel	the	composer’s	mind	at	work	as	he	draws	out	particular	notes	for	attention.	Ravel	also	maintains	rhythmic	independence	throughout	allowing	for	a	fluid	interplay	of	duple	and	triple	rhythms	between	the	hands.	Perlemuter	recalled	Ravel’s	insistence	on	this	point	with	regard	to	bars	67-70:	‘Ravel	made	me	repeat	this	passage	ten	times	with	hands	separate!	He	was	so	fussy	about	getting	it	right’.41			 Perlemuter	is	faithful	to	Ravel’s	instructions	regarding	the	pedal	although	his	pedal	lifts	on	the	third	beats	of	bars	1-4	are	earlier	allowing	for	a	short	gap	before	the	next	down-beat.	His	working	edition	of	the	Valses42	is	littered	with	interpretive	details	that	were	added	over	an	extensive	period	of	study	(references	to	public	performances	date	between	1929	and	1991).	On	the	first	page	indications	include	‘sans	frapper	la	première	note	du	groupe’	and	‘égal	de	son	et	de	rythme’	with	very	specific	pedal	markings	throughout.	These	are	all	performance	details	that	resonate	throughout	both	Perlemuter	and	Ravel’s	recordings.	
																																																								41	Ibid.,	p.	44.	42	Bibliothèque	nationale	de	France,	Catalogue	Number	IFN	-	55000846.	














		 172	that	occurs	on	all	three	realizations).	Although	the	third	beat	of	bar	19	is	played	with	a	light	touch,	the	sound	carries	through	the	ensuing	crotchet	rest.	Conversely,	on	the	roll	copy	used	by	Caswell	the	third	beat	comes	over	staccato	and	unpedalled,	followed	by	a	strong	left-hand	downbeat	on	the	next	barline.	The	melodic	line	is	still	preserved	in	the	listener’s	mind	as	Ravel	achieves	a	perfect	balance	between	this	third-beat	chord	and	its	repetition	in	the	next	bar.	Ravel	then	alters	his	pedalling	in	line	in	bars	25-26	to	accommodate	the	tied	crotchets	across	the	barline	in	the	right	hand	as	in	the	Condon	and	Hall	roll	copies.			 Vlado	Perlemuter’s	solution	for	this	is	to	‘bring	out	its	character	by	stressing	the	swell	and	the	staccato	crotchet’	while	Hélène	Jourdan-Morhange	concurs	the	third	beat	must	lift	off	‘à	la	viennoise’.47	Perlemuter	in	his	1955	recording	achieves	the	perfect	blend	of	staccato	wedge,	crescendo	and	realizes	the	open	slurs	by	letting	the	pedal	overlap	for	the	briefest	moment	onto	the	next	downbeat	(the	left	hand’s	two-bar	legato	phrasing	is	the	only	casualty	in	this	recording).	However	he	only	maintains	this	for	the	first	two	appearances	(bar	19	and	22)	resorting	to	a	light	staccato	lift	on	the	third	beat	with	every	subsequent	appearance	of	this	phrase,	including	the	reprise.	That	Robert	Casadesus	adopts	the	exact	same	articulation	in	the	very	same	places	is	uncanny.	 		 Equally	significant	is	the	way	in	which	Ravel	uses	arpeggiation	once	more	to	delineate	melodic	shapes.	This	is	most	noticeable	in	the	Caswell	recording	at	bars	28-30	where,	in	addition	to	some	subtle	rubato,	Ravel	picks	out	the	treble	melody	notes,	most	markedly	in	bars	28-29.	He	continues	this	practice	until	bar	39	where	he	begins	the	build-up	to	the	climax	at	59.	The	Condon	and	Hall	transfers	do	not	
																																																								47	Perlemuter	and	Jourdan-Morhange,	Ravel	according	to	Ravel,	p.	54.	















































56	 54	 60		 52	 56	 160	 46	 4’	11”	
Casadesus	
(1951)	
60	 66		 70	 72	 68	 144	 60	 3’	51”	
Perlemuter	
(1955)	
66	 76-80	 80	 66	 144	 Rhythm	unclear	 3’	33”	





































44-46	 49	 <	40	 40-44	 46-50	 40-42	 50	 5’	55”		*	
Casadesus	
(1951)	
46	 56	 50-52	 54-56	 38-42	 50	 5’	09”	
Perlemuter	
(1955)	
54-56	 59-60	 50-52	 62	 62-66	 48-50	 57	 4’	34”	





Bars	 Modifications	16-17	 The	bass	C	sharps	are	played	an	octave	higher	than	notated	19	 The	semibreve	C	is	late	21	 The	tied	notes	in	the	melody	are	cut	-	a	trait	common	to	all	Ravel’s	piano	roll	recordings.	37	 Ravel	cuts	the	third	beat,	turning	this	bar	into	4/4		47-48	 Ravel	inserts	a	very	long	pause	before	the	bottom	E	49-51	 The	octave	bell	(centre	stave)	is	late,	causing	further	modifications	to	the	semiquaver	ostinato	
	To	suggest	that	Ravel	was	indifferent	to	even	the	most	infinitesimal	details	in	performance	makes	no	sense	either.	As	Madeleine	Grey	recalled:	Ravel	came	to	my	house	a	few	months	before	his	death	so	that	I	might	sing	Don	Quichotte	à	
Dulcinée	for	him	(accompanied	by	Poulenc).	When	I	had	finished	he	seemed	preoccupied,	and	one	might	have	thought	he	was	hardly	aware	of	what	he	had	just	heard.	Then	he	made	a	very	precise	observation,	correcting	a	miniscule	rhythmic	liberty	that	Poulenc	and	I	had	allowed	ourselves.67			What	emerges	clearly	from	Ravel’s	performance	of	‘La	Vallée	des	cloches’,	together	with	his	comments	as	related	to	Faure	and	Perlemuter,	is	his	overriding	concern	with	sonority:	the	nuancing	of	the	three	bells,	the	textural	balance	across	the	three	staves	and	the	constant	deployment	of	the	sustaining	pedal.	He	was	equally	particular	when	coaching	Henriette	Faure:		 Ravel	set	about	making	me	play,	at	the	beginning,	with	two	very	different	sonorities:	the		 double	note	carillon	in	semiquavers	in	the	right	hand	and	the	chiming	octave	bells	in	the		 left	hand	that	project	through	the	texture,	and	all	of	this	was	to	be	played	in	a	pianissimo		 that	Ravel	could		execute	without	losing	clarity.68																																																										66	Bibliothèque	nationale	de	France,	microfilm	Bob.	17682.		67	Madeleine	Grey,	‘Souvenirs	d’une	Interprète’,	La	Revue	musicale,	19,	no.	187,	special	issue,	Dec.	1938,	pp.	367-370	[175-178].	Sourced	in	Orenstein	(ed.),	A	Ravel	Reader,	p.	538.	68	‘Ravel	entreprit	de	me	faire	jouer,	dans	le	début,	sur	deux	plans	très	différents	le	carillon	de	double	croches	et	double	notes	de	la	main	droite	et	le	‘Plané’	des	cloches	aigues	en	octaves	de	la	main	gauche	qui	le	ponctue	le	tout	dans	cette	nuance	pianissimo	dont-il	avait	le	secret	pour	la	faire	sans	mollesse’.	Faure,	Mon	Maître	Maurice	Ravel,	(1978),	p.	79.	






















Pianist	 Movements	of	Le	Tombeau	de	Couperin	 Total		 Prélude	 Fugue	 Forlane	 Rigaudon	 Menuet	 Toccata		 	
Valmalète	 2’	34”	 2’	39”	 4’	45”	 2’	58”	 3’	26”	 3’	50”	 20’	12”	
Lefébure	 2’	42”	 2’	49”	 4’	52”	 2’	35”	 3’	35”	 3’	52”	 20’	25”	
Casadesus	 2’	49”	 3’	18”	 4’	54”	 3’	10”	 4’	22”	 3’	56”	 22’	29”	
Meyer	 2’	38”	 2’	47”	 5’	29”	 2’	59”	 4’	59”	 3’	52”	 22’	44”	
Faure	 3’	03”	 2’	56”	 5’	38”	 3’	11”	 4’	38”	 4’	01”	 23’	27”	
Perlemuter	 2’	49”	 3’	07”	 5’	41”	 3’	23”	 4’	41”	 4’	02”	 23’	43”	
Février	 3’	06”	 3’	18”	 5’	29”	 3’	36”	 4’	56”	 4’	07”	 24’	32”	
François	 2’	50”	 4’	20”	 6’	00”	 2’	50”	 4’	55”	 4’	05”	 25’	00”			
The	genesis	of	Le	Tombeau	de	Couperin	(1914-1917)	
Le	Tombeau	de	Couperin	was	composed	in	fits	and	starts	over	a	three-year	period	from	1914	to	1917.	The	first	known	reference	to	the	work	comes	in	a	letter	from	Ravel	to	Cipa	Godebski,	undated	but	thought	to	have	been	sent	in	June	1914:																																																										1	Durand,	1919,	reprinted	Dover,	2001.	


















































		 204		 In	his	orchestration	of	the	‘Prélude’	Ravel	assigned	the	majority	of	the	figurative	writing	to	the	woodwind	instruments,	and	predominantly	to	the	reedy	tones	of	the	oboe,	cor	anglais,	clarinet	and	bassoon	(the	flute	is	sparingly	used	at	climactic	moments)	which	implies	that	he	was	looking	for	a	rich	focussed	sound.	To	emulate	this	the	pianist	needs	to	adopt	a	weighty	finger	touch	by	playing	deep	into	the	key	bed.	Jacques	Février’s	performance	is	to	the	contrary,	reflecting	much	of	Long’s	teaching	in	its	hyper-articulate,	light-fingered,	and	sparsely	pedalled	qualities.	It	is	also	slower	than	most	performances	lasting	over	half	a	minute	longer	than	the	fastest	tempo	set	by	Madeleine	de	Valmalète	(see	Table	4.2).	His	detached	fingerwork	compromises	the	fluidity	that	many	of	the	other	performances	achieve	through	a	more	legato	approach.	By	contrast,	Samson	François	who	also	studied	with	Long	demonstrates	fluid	even	passagework	of	supreme	clarity	in	a	tempo	that	captures	Ravel’s	marking	Vif.	François	subsequently	worked	with	Alfred	Cortot	and	the	hallmarks	of	the	latter’s	interpretive	practices	are	also	reflected	in	François’s	performance	of	the	‘Prélude’	with	exquisite	touches	of	rubato	and	dislocation	at	bars	61-70	that	never	lose	sight	of	the	melodic	line.			 In	his	Cours	d'interprétation,	Cortot	advocates	‘a	lively	tempo	without	being	too	rapid’	and	clarifies	this	by	referring	to	Ravel’s	choice	of	time	signature	12/16	which	he	suggests	implies	the	semiquaver	has	beat	value.34	Yvonne	Lefébure	reflects	this	with	her	crystalline	touch	and	evenness	of	tone	across	the	semiquaver	groups,	whereas	another	of	Cortot’s	students,	Marcelle	Meyer	emphasises	the	first	of	each	group	of	six	semiquavers,	allowing	the	remainder	to	blend	into	the	background.	
																																																																																																																																																																						pp.	259-60.	34	Alfred	Cortot,	Alfred	Cortot:	Cours	d'interprétation,	recueilli	et	rédigé	par	Jean	Thieffry	(1934).	English	edition:	Alfred	Cortot:	Studies	in	musical	interpretation,	trans.	Robert	Jacques	(1937)	pp.	86-89.	















































		 217		 Alfred	Cortot	had	plenty	to	say	about	the	textual	and	the	sub-textual	elements	of	the	‘Fugue’:	‘focus	on	the	character	–	melancholy,	sorrowful;	Ravel’s	music	is	full	of	unobtrusive	emotion	that	we	ought	to	perceive;	begin	mysteriously	and	distant;	one	must	guard	against	a	pedantic	anxiety;	do	not	overemphasize	the	voices’.	59	In	Meyer,	Francois	and	Lefébure’s	highly	personal	interpretations	one	can	sense	Cortot’s	influence	encouraging	and	daring	them	to	go	beyond	the	notes	to	discover	that	unobtrusive	emotion	and	penetrate	the	hidden	depths.	Meyer	seems	to	be	responding	more	instinctively	than	intellectually	to	the	fugal	writing.	Her	subject	entries	are	played	with	discretion	avoiding	any	overt	contrapuntal	voicing	and	she	grades	the	dynamic	colouring	in	long-breathed	phrases.	Her	approach	is	neoclassical	in	tone,	with	a	consistent	tempo	right	up	until	the	last	section	which	she	injects	with	a	mere	hint	of	reflection	and	playfulness.	Lefébure’s	pianism	owes	much	of	its	character	and	colour	to	her	acute	ear	for	polyphonic	textures.	Regarding	Cortot’s	advice	to	avoid	overemphasising	the	voices	she	announces	each	subject	and	countersubject	entry	with	incisiveness	but	after	the	first	few	notes	she	allows	the	remainder	of	the	material	to	be	subsumed	into	the	texture,	achieving	a	subtle	blend	of	nuances	that	draw	parallels	with	Cortot’s	‘Elysian’	sentiment.			 For	Cortot,	the	countersubject	is	more	important	than	the	subject	in	this	Fugue.60	It	is	certainly	more	lyrical	and	rhythmically	pliable	than	the	subject,	and	this	is	something	that	Perlemuter	also	explores	in	his	recording.	Perlemuter	tends	to	expand	the	triplet	figurations,	hinting	at	an	inner	expression	that	errs	on	the	nostalgic	at	times.	Many	of	the	pianists	here	under	discussion	avoid	the	trap	of	overemphasizing	the	fugal	entries,	preferring	a	calm	unobtrusive	democracy	
																																																								59	Alfred	Cortot,	Alfred	Cortot:	Studies	in	Musical	Interpretation,	p.	86-89.	60	Ibid.	
		 218	between	all	three	strands.	The	very	nature	of	both	the	subject	and	countersubject,	their	emotional	diversity	underpinned	with	differing	articulation	and	explicit	dynamic	markings,	calls	to	mind	Ravel’s	mantra	‘I	do	not	ask	for	my	music	to	be	interpreted,	only	to	be	played’,	and	that	the	most	successful	performances	are	those	that	aim	for	a	simple	direct	performance	of	this	elusive	piece.	 		 From	this	perspective	it	is	Valmalète	who	presents	the	most	straightforward	reading.	She	constructs	her	performance	with	astonishing	lucidity	in	that	her	dynamic	colouring	is	wedded	to	the	fugal	structure	throughout,	making	total	sense	of	Ravel’s	counterpoint.	Valmalète’s	nuancing	of	the	subject	is	thoughtful	and	inspired	and	it	is	worth	examining	the	extraordinary	insight	she	brings	to	Ravel’s	text.	For	the	pianissimo	opening	the	subject	is	light	and	airy,	but	as	the	entries	descend	through	the	treble	register	Valmalète	increases	the	depth	of	tone.	Her	brisk	tempo	adds	an	air	of	nonchalance	to	the	character,	and	a	brief	moment	of	rubato	to	negotiate	the	rhythmic	counterpoint	across	bars	8-9	is	perfectly	judged.	The	pianissimo	entry	at	bar	15	recaptures	an	innocence	and	intimacy	in	line	with	Ravel’s	modal	progressions,	and	two	bars	later	she	applies	a	tad	more	finger	pressure	to	warm	the	dynamic	from	pp	to	p.	For	the	subject’s	first	appearance	in	its	inverted	form	at	bar	22,	she	adjusts	her	articulation	to	add	weight	to	the	first	quaver	and	lengthens	the	staccato	second	quaver	giving	this	section	from	bar	22-34	an	intensity	that	makes	it	feel	like	a	gritty	development.	One	gets	the	sense	that	she	is	thinking	of	the	‘Fugue’	in	three	broad	sections	-	an	exposition	(bars	1-21),	a	development	(bars	22-34),	and	a	recapitulation	from	bar	35	where	the	subject	material	regains	its	capricious	innocence.	Even	in	the	coda	from	bars	58-62	she	manages	to	bring	her	interpretation	back	to	where	she	started,	with	both	subject	and	countersubject	being	played	out	with	unaffected	simplicity.	
		 219	



















































		 229		 The	central	Moins	vif	section	of	the	‘Rigaudon’	from	bars	37-93	provides	a	complete	contrast	in	texture	and	mood	from	the	previous	section,	with	a	sinuous	melody	that	sits	inside	a	lightly	scored	leaping	ostinato.	Ravel’s	interpretive	vision	for	this	passage	is	ambiguous	as	he	inserts	one	pedal	indication	at	the	beginning	of	the	Moins	vif	and	omits	to	denote	the	point	of	release.	Février	reduces	his	tempo	to	crotchet	=	80	and	plays	the	whole	passage	with	virtually	no	pedal,	using	a	wide	palette	of	finger	articulations	for	his	right-hand	melody.	Faure	also	provides	a	dry	accompaniment	to	her	melody	although	she	uses	discrete	pedalling	to	highlight	the	movement	of	the	bass	line,	for	example	its	descent	through	bars	45-50.	In	this	regard	both	Février	and	Faure’s	interpretations	come	close	to	emulating	Ravel’s	orchestral	sonority	at	this	point,	where	the	treble	solo	is	shared	between	the	oboe	and	cor	anglais	with	pizzicato	accompaniment	from	the	strings	(Fig.	7	in	the	orchestral	score	and	bar	37	in	the	piano	score).	When	Ravel’s	orchestration	changes,	at	Fig.	9	(bar	69	in	the	solo	piano	version),	to	the	softer	tones	of	the	flute	and	clarinet	accompanied	by	harp	chords	and	sustained	cello	chords,	Faure	responds	with	a	slower	finger	attack	that	softens	the	melodic	line	and	she	uses	longer	pedals.				 Faure’s	tempo	of	crotchet	=	96	is	also	adopted	by	Perlemuter	who	prefers	to	read	Ravel’s	pedal	mark	as	continuous	whilst	remaining	mindful	of	the	right-	hand	phrasing.	Both	Casadesus	and	François	bring	a	more	subjective	quality	to	their	readings.	Casadesus	opts	for	a	sonority	where	the	right-hand	melody	and	accompanying	chords	are	merged	using	vibrato	pedalling	to	maintain	a	permanent	haze	that	is	effective	in	setting	the	Moins	vif	section	into	relief	against	the	bombast	of	the	outer	sections	of	the	‘Rigaudon’.	His	tempo	remains	constant	throughout	at	crotchet	=	104	and	is	matched	by	François.	However	the	latter’s	interpretation	is	deeply	personal	and	expressive,	employing	affective	rubato,	dynamic	subtleties	and	
		 230	inspired	use	of	the	pedalling	to	colour	the	harmonies.	Meyer,	Lefébure	and	Valmalète	also	interpret	Ravel’s	tempo	instructions	of	Moins	vif	as	a	slight	reduction	to	approximately	crotchet	=	104,	thereby	retaining	a	forward	momentum	in	their	performances:	All	three	highlight	the	capriciousness	of	this	section	and	the	quirky	irregularity	of	Ravel’s	phrase	structures	but	Valmalète’s	adherence	to	Ravel’s	grace-note	placements	on	the	beat	validates	her	interpretation.	
‘Menuet’	‘Among	the	old	dances	the	minuet	attracted	Ravel	above	all’.	74			 	 	 	 	 	 	 Hélène	Jourdan-Morhange		 	Ravel	composed	four	extraordinarily	diverse	minuets	for	solo	piano	during	his	lifetime.	With	the	first	three,	it	is	as	though	he	set	out	to	redefine	the	classical	Minuet,	employing	modal	and	chromatic	harmonies	in	the	Menuet	Antique	of	1895,	a	refined	interplay	of	cross-accents,	hemiolas	and	tied	notes	across	the	barlines	in	‘Mouvement	de	Menuet’	from	the	Sonatine	of	1903-5	and	a	masterful	control	of	contrapuntal	textures,	not	to	mention	a	hair-raising	chromatic	harmonic	sequence	(bars	38-43)	in	the	Menuet	sur	le	nom	de	Haydn	of	1909.			 In	the	‘Menuet’	from	Le	Tombeau	de	Couperin	Ravel	focuses	his	attention	upon	clarity	of	expression,	clean	lines	and	a	clear	distinction	between	melodic	and	harmonic	components,	making	this	‘Menuet’	more	in	line	with	its	classical	antecedent.	It	is	in	the	exploration	of	touch	and	nuance	that	Ravel	seems	to	exercise	his	inventiveness,	as	his	notation	takes	on	a	pointillistic	dimension,	eliciting	a	myriad	of	tonal	colours	assembled	within	intriguing	and	unorthodox	phrasings.	For	example,	the	four-bar	melody	presented	in	the	right	hand	at	the	outset	is	initially	un-phrased	with	each	beat	marked	tenuto	(bar	1),	whilst	the	following	three	bars	are	grouped	together	under	a	single	phrase	mark.		Simultaneously	the	left	hand	is	given																																																									74	Jourdan-Morhange,	Ravel	According	to	Ravel,	p.	76.	
		 231	over	to	contrasting	articulations,	including	detached	but	phrased	crotchets	in	the	first	two	bars	followed	by	legato	countermelodies	underpinned	with	syncopated	bass	notes	in	the	left	hand	that	seamlessly	link	the	end	of	the	first	phrase	at	bar	4	into	the	next	four-bar	phrase	in	bars	5-8.	With	grace-notes	and	pedal	notes	that	highlight	the	second	beat	of	the	bar	throughout	this	‘Menuet’,	Ravel	makes	a	subtle	connection	with	a	more	stately	dance	in	triple	time,	the	sarabande,	that	is	particularly	telling	in	the	bass	line	of	the	central	‘Musette’.		 Alfred	Cortot	refers	to	the	character	of	this	‘Menuet’	as	incorporating	‘lightness,	sober	joy	and	placid	grace’	and	is	particularly	eloquent	in	his	counsel	to	‘embroider	the	ornaments’.75	Perlemuter	certainly	captures	the	Cortot	ideal,	combining	a	sumptuous	lyricism	with	orchestrally	inspired	colours	and	a	relaxed	tempo	that	allows	the	ornaments	to	fall	unhurriedly	into	place	just	as	Ravel	insisted,	‘sur	le	temps’.	Madeleine	de	Valmalète	leads	the	way	with	regard	to	brisk	tempi	and	at	a	crotchet	=	126	her	reading	is	light,	playful	and	refreshing.	Jacques	Février	is	faithful	to	all	the	articulation	marks	and	dynamic	gradations,	but	rather	dry	in	the	execution	and	rigid	with	regard	to	tempo,	with	minimal	placement	at	the	cadences.	Meyer	is	also	unwavering	in	her	overall	pulse,	evoking	an	air	of	cool	detachment.	What	is	most	unusual	and	unique	to	her	interpretation	is	her	constant	use	of	dislocation	where	the	left	hand	anticipates	the	right	by	a	whisker,	coupled	with	touches	of	rubato.	She	persists	with	this	practice	in	the	central	‘Musette’	where	her	tone	is	smooth,	combining	soft	colours	with	blurred	pedals	that	conjure	up	a	halo	of	sound.	At	the	return	of	the	‘Menuet’	from	bar	73,	the	overall	feel	is	almost	improvisatory	such	is	the	freedom	she	imparts	to	the	rhythmic	shaping	of	the	main	theme.																																																									75	Alfred	Cortot,	Alfred	Cortot:	Studies	in	Musical	Interpretation,	pp.	86-89.	
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